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INTRODUCTION 


There is no question that Def Leppard is one of the most successful hard 
rock bands in recent history. Ever since the band’s first gig at a high school dance in 
1978. success has seemed glued to the heels of these five working-class young 
men from Sheffield, England. Only one year after they began “playing-out," Def 
Leppard found themselves opening for such acts as AC/DC, Iron Maiden, and 
Motorhead. Performing alongside these recognized artists brought Def Leppard 
enormous exposure, and in 1980, the band signed with Phonogram Records 
(Polygram in the U S.) to record their first album, On Through The Night The 
band's supporters helped push the album to gold status — a fairly decent accom¬ 
plishment for a debut album! 

In 1981, Def Leppard released their sophomore LP, High 'n' Dry. Although 
the album's sole single, “Bringin' On The Heartbreak," peaked at a mere #38 on the 
charts, it was enough to push LP sales to the platinum level and help the band gain 
recognition in the United States. 

Things were only beginning to warm up for the Lepps, though, as it would be 
the group's third album, Pyromania. that would throw their career into overdrive 
The success of Pyromania would surpass that of High 'n' Dry 10 times, with the 
sale of more than 10 million units worldwide! The most popular single off 
Pyromania. ‘ Photograph,” shot straight up the charts to the #2 position, held back 
from the top only by Michael Jackson's "Thriller." The band quickly became a house¬ 
hold name, and would later get their share of number one hits with their 1987 
release, Hysteria, which made music history by being the first hard rock album to 
yield six top 20 singles. 

While there are many factors responsible for the group’s tremendous 
achievements, Def Leppard is a band that owes a great deal of their success to the 
work of their guitarists. While the sound and songwriting style of the band has been 
refined and developed throughout the years, the guitar has always served as the 
main axis around which Def Leppard’s music revolves. Listen to earlier songs like 
“Let It Go" or “Rock Brigade,” and then compare them to the more recent hits 
"Hysteria” and “Love Bites." Although there are major differences in style and pro¬ 
duction between the old and new songs, they all share one thing in common — 
catchy, memorable guitar riffs. This book focuses on some of the best of these riffs 
and explores the guitarist’s contribution to creating the unique Def Leppard sound. 

The Def Leppard Signature Licks book and accompanying recording serve 
as "no-nonsense," hands-on learning tools with which to study some of Def 
Leppard’s best guitar works. The transcriptions feature some of the more significant 
and memorable riffs and solos from Def Leppard's first four albums. All of the 
excerpts also appear in audio form on the book's accompanying CD/cassette record¬ 
ing. This not only lets you hear the guitar in context, but allows you to more effec¬ 
tively practice your part in an ensemble setting. 

For optimum study, the lead or main guitar part is presented in the right chan¬ 
nel while the rhythm section dominates the left channel. With this set-up, you may 
choose to study the examples covered in the book by either: 

1) playing along with the recording “as is" in order to hear the riff in con¬ 
text; 

2) pan the stereo's balance to the right in order to more clearly hear the 
featured guitar part; 

3) pan the stereo’s balance to the left to allow for rehearsal with just the 
rhythm section. 
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By taking full advantage of the described study methods, you should easily 
be able to learn the songs and prepare them for performance. 


Editorial Note: 

In order to keep the featured guitar parts clear and easy to hear in the 
recording, some overdubs and fills heard on the albums may be omitted. For a 
more detailed analysis of the theory and techniques involved in these songs, as well 
as a look into some of the recording methods used on the albums, check out The 
Best Of Def Leppard-Guitar School, also available from Hal Leonard. 


ROCK BRIGADE 

(On Through The Night) 

Words and Music by Steve Clark, Joe Elliott and Rick Savage 


Example 1 - Introduction, Verse and Chorus 

This first cut from On Through The Night served as a good preview of what 
to expect from the new band called Def Leppard — great hard-rocking party tunes 
made up of loud, cut-through guitar riffs! 

While the chords to the main riff in the introduction are pretty straight for¬ 
ward, it may take some practice to get used to the timing of the riff. This is because 
the riff accents chords on both the up and downbeats (see Example 2.) The intro¬ 
duction riff in Example 1 serves as the main “theme" for the song, continuing 
through the verse up until the chorus section. 

Again, at the chorus, achieving the proper rhythmic feel will be the critical 
factor in playing the section correctly. Start out by working slowly with the transcrip¬ 
tion, making sure to strum the chords with the correct timing. Tapping your foot or 
using a metronome will be helpful when practicing, as it is imperative to keep an 
even tempo! If you don't know how to read standard music notation, you'll have to 
rely on the recording to decipher the exact rhythms. When you first start learning 
the riffs, try listening to the recording with the stereo's balance control panned to the 
right, in order to focus on the guitar part. (There still will be some of the rhythm sec¬ 
tion in the background to help you hear the riff in context.) Tap your foot along with 
the recording and listen to which chords are strummed on the up beats and which 
fall on the down beats. 

In measures 27-34 of Example 1, guitarists Pete Willis and Steve Clark 
repeat the intro riff as a break between the chorus and the 2nd verse. 


Ex. 1 (Track 3] 
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Example 2 — Measures 1-5 slowed down 

Example 2 is a slow motion breakdown of the main riff for “Rock Brigade." 
Here we can more easily examine the rhythm of this fast moving riff. 

Again, it is important that you establish a steady tempo in order to correctly 
play this and other riffs. Most people tap their foot when they are playing, others 
nod their heads or even bob their torsos up and down! Experiment to find out what 
works for you. The important thing here is steady tempo! 

The next step in playing Example 2 is finding out where the chords fall in 
relation to the various parts of each beat. This is easy, especially when you can 
stow the recording down! Simply tap your foot (or whatever) along with the recording 
and listen for chords that are strummed when your foot is in the air (the up-beat) and 
when your foot hits the ground (the down-beat). You will probably notice right away 
that the first chord of the riff begins on the up-beat of beat 4 of the count-off. This is 
referred to as a pick-up. 

To play the pull-off in measure 2, keep both your index and ring fingers fret¬ 
ted on the open D chord while you reach over the strings with your middle finger to 
fret the C note (5th string, 3rd fret). This will help prevent the riff from sounding 
choppy. 















































Example 3 - End of 2nd Chorus to Guitar Solo 

Example 3 begins with an excerpt from the 2nd chorus in which the rhythm 
guitars switch to a clean tone. This helps provide some textural contrast to the over¬ 
dubbed lead guitar. 

Make sure that you let all the notes of each chord ring together (as indicated 
in the transcription by “let ring—'“) in order to achieve the fluidity that the figure has 
on the recording. 

Before we check out the solo, let's jump ahead for a minute to measures 19- 
23. At this point, Steve Clark is playing licks found in the dark, bluesy D minor pen¬ 
tatonic scale (D, F, G, A. C). The minor pentatonic scale consists of five notes bor¬ 
rowed from the natural minor scale. The main reason that this scale is so popular 
among guitarists is because of its “box" shape (see Example 4). This shape is not 
only easy to remember but is also conducive to playing many common blues and 
rock licks, several of which can be found in the transcriptions in this book. 

In the beginning of the guitar solo (measure 7), Clark is borrowing licks from 
the D major scale (D. E, F s , G, A, B. C s ) even though the song is basically in D 
minor. He does this by moving the D minor pentatonic “box" discussed earlier down 
from the 10th fret to the 7th fret. As a result, his solo produces a slightly more up¬ 
beat and "happier" feel. Remembering this box shape when soloing may help you to 
recall some of these licks. 

At measure 15. the rhythm guitars modulate (change key) to the key of A 
minor. Clark continues, however, to keep a more up-beat tone by staying in the key 
of A major (A. B, C*. D, E. F<, G s ). 

When learning this particular section of the solo, don’t be too concerned with 
learning the licks note-for-note. The feel of these licks is fairly loose and the impor¬ 
tant factor here is to master the phrasing. If speed picking is not your forte, then try 
to add some additional pull-offs (indicated by slurs in the transcription) where possi¬ 
ble. As with all of the faster licks in this solo, work them out slowly and in shorter 
sections first. Memorize as many of the licks as possible and then try playing along 
with the recording. 

The end of measure 10 through measure 14 and measures 15-19 are played 
slowly without accompaniment after Example 3. Listen carefully to the rhythms and 
techniques (pull-offs, bends, etc.) used in these licks when working on this solo. 


Ex. 3 [Track 5] 


A 


2nd Chorus (leads into solo) 


[ 1:18] B'maj 7 (no5) 

^ Gtr. 5 (w/diM.) 

: - = 

Gm 

ova 

B 

i - ft 

> - 

& , add 9 (no5) B>- 

mm 





full 

— 

mi 


(w/<jtsiortion) 





t 



\... 


_X 



A 


- M 

m-tm 


-™ 







Cir. J 

T r 



— 

• 

n r 1 


n~r 



5 


m 


_ 


•• 




f let ring ^ let ring - 4 let ring -1 let ring --( let ring - let ring --{ 

(clean lone) n V n D V •”! simile 


















10 






























B Guitar Solo 



11 












































































implied harmony 


















































































































































































Example 4 - D Minor Pentatonic “Box” Scale 



@ circled notes indicate roots 

















WASTED 

(On Through The Night) 

Words and Music by Steve Clark and Joe Elliott 


Example 1 - Introduction, Verse and Chorus 

In the song "Wasted," Def Leppard wrote the intro, verse, and chorus around 
the up-tempo 4-measure guitar riff shown in Example 1. 

To recreate the feel of the riff accurately, you’ll need to employ left and right- 
hand muting techniques. The left-hand muting involves adjusting your fret-hand’s 
fingers to mute any unwanted strings while strumming the octaves encountered in 
the first two measures of the phrase. For example, play the two E notes that fall on 
the 2nd beat of measure 1. To effectively play this and the following octaves, you 
should "roll” your 1st and 3rd fingers back a bit to dampen the adjacent open strings 
(strings 1,2, and 4). If this technique is new for you, keep practicing, as it may take 
a little time to get used to applying just the right amount of finger pressure to the 
muted strings without actually fretting them. 

The right-hand's role in performing the riff to "Wasted" is found in a technique 
known as palm-muting. Palm-muting involves applying the fleshy part of your pick¬ 
ing hand to the strings just in front of the bridge. The more pressure you apply to 
the strings, the more the note or chord will be cut short and “deadened." In Example 
1, the transcription indicates the use of light palm-muting (or light P.M.). This subtle 
palm-muting helps keep the low E string from drowning out the rest of the notes. 
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Example 2 - Interlude and Guitar Solo 


In the interlude to “Wasted," guitarists Willis and Clark delve into an ominous- 
sounding power-chord extravaganza to create a climatic build-up to the solo section. 

When first looking at the basic power chords in the first few measures, you 
may get the impression that this section of the song will be all too easy. However, 
check out the chords in measures 10-14. Performing the quick slides (indicated by 
the diagonal lines) found in this series of bar chords should prove to be a good work¬ 
out for your fret hand, as you'll need to really hold those fingers down to keep the 
chords clear. 

If you are a newcomer to tablature, remember to pick or strum only the notes 
at the beginning of a slur. 

Perhaps the most challenging aspect to the guitar solo in “Wasted” is per¬ 
forming the licks found in the first few measures. This blazing descent down the E 
minor scale requires quick position changes in the left-hand as you move down the B 
string. Practice measures 18-22 (the fastest run), letting your fingers work out the 
kinks in the lick. The most important factor in capturing the feel of the recording is 
achieving the correct rhythm, not just placing the pull-offs in the right spots. These 
measures are slowed down for you at the end of the example so that you may more 
easily hear the rhythms. 

In the last 8 measures of the solo, Clark and Willis create a wall-of-guitars 
with 4-part guitar harmonies. In Example 2, measures 35-42, the transcription is 
adapted so that the solo may be played by one guitarist while another plays the 
rhythm parts (Rhythm Figure 2). However, if you want to explore these harmonies 
(and by all means do so!), all you need to do to duplicate those heard on the album 
is to repeat each harmony bend at the same time a new one is introduced. (All four 
lead guitar parts don't actually play together until the 3rd beat of measure 40.) 


Ex. 2 (Track 7] 
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ROCKS OFF 

(On Through The Night) 

Words and Music by Steve Clark, Joe Elliott, Rick Savage and Pete Willis 


Example 1 — Verse and Chorus 

As one of the fastest tracks on On Through The Night, "Rocks Off’ provides 
the perfect opportunity for you to fine tune your high-speed playing! 

In performing the licks in Example 1, you'll be working with a “new” tech¬ 
nique, the double-stop. The double-stop is a two-note partial chord form frequently 
employed by both rhythm and lead guitarists to add “grit” to a riff or lick. In measure 
2 of Example 1, double-stops are borrowed from the C5 and B^5 power chords to 
Toughen-up” the end of the phrase. After the hammer-on in measure 2, play the first 
double-stop by simply "rolling” or flattening your ring finger (rather than lifting it) from 
the D string to the G string. The second double-stop should be played by a barr6 
with the 1st finger to keep the left hand in position and ready to begin the next lick. 
Economizing the left hand’s movement like this is crucial in playing the main riff for 
“Rocks Off' up to speed. 


Ex. 1 [Track 8] 
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Example 3 - Interlude 

Example 3 depicts the lengthy interlude Def Leppard set up to create a dra¬ 
matic buildup to the solo section of “Rocks Off." In the lead guitar part (guitar 2) 
Steve Clark uses a simple and effective technique known as left-hand muting to give 
his playing a funky, aggressive quality. Left-hand muting involves loosening your 
hand's grip on a note or chord just enough to stop the strings from ringing. 

The left-hand muting (indicated by x’s) in Example 3 is responsible for the 
percussive "chucka-chucka" sound heard just before each of the chords played by 
guitar 2. To reproduce this sound, rest your fingers lightly over the strings as you 
strum. (Try to keep your left hand over the next chord area so that you can apply 
pressure to the frets at the proper time.) You should also make sure that some part 
of your hand or fingers is also muting the rest of the strings to avoid inadvertently 
sounding them when strumming. 
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Ex. 3 [Track 10] 
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Example 4 - Guitar Solo 

While it is certainly a rewarding experience to learn a solo note-for-note and 
to play it correctly up to speed, studying transcriptions is also an invaluable means 
of expanding your playing abilities. Large amounts of information are made avail¬ 
able that you can digest at your own pace. For instance, while learning the solo pre¬ 
sented here in Example 4 for “Rocks Off." you are not only learning to play the lead 
for this song, you are also learning basic techniques and melodic motifs that will sink 
into your own playing and help you to develop a musical personality of your own. 

This solo in particular uses a variety of licks commonly found in hard-rock 
music. One such lick occurs in measure 8 of Example 4, where a familiar sounding 
descending run down the G minor pentatonic scale is employed. (See Ex 4 - “Rock 
Brigade" for the pentatonic scale.) While this lick involves descending three scale 
degrees from each note of the G minor pentatonic scale, it will be easier for you to 
memorize the actual sound of this run, rather than the fingering for it. Learning this 
lick across two complete octaves (from G: 1st string, 15th fret, to G: 6th string, 15th 
fret) will help your ears fully grasp its melody. (You may find that using more pull- 
offs, when applicable, will improve speed and fluidity in playing the run.) 

Once again, if you are just becoming familiar with these licks, visualize them 
inside the G minor pentatonic "box" (15th fret), as this will help you to better remem¬ 
ber them for use in your own solos. 
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ANOTHER HIT AND RUN 

(High ‘n’ Dry) 

Words and Music by Joe Elliott and Rick Savage 


Example 1 - Introduction 

Def Leppard create a more dramatic introduction to "Another Hit And Run” 
through the harmonized guitar lead shown in the top staff of Example 1. While this 
introduction can easily be played on one guitar, it will not sound as good as if two 
guitarists perform the leads. This is mainly because the top harmony note G (1st 
string, 15th fret) is slightly lower in volume than the part played by guitar 4, which 
allows for that lower, primary melody to stand out in the mix. Playing both the voic¬ 
es on one guitar would result in the higher note “overriding" the main melodic theme 
played by the lower voice and would change the tone of the solo. 

In a live two-guitar playing situation, the ideal arrangement of parts would be 
for one guitarist to perform the lower, primary melody (Gtr. 4), while the second gui¬ 
tarist played the rhythm guitar part found in the lower staff of the transcription (Gtr. 
1 ). 
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Example 2 - Introduction (clean guitar) 

When performing the clean guitar parts in Example 2, be sure to let all the 
notes ring as long as possible (especially the open strings), as indicated in the first 
measure of the transcription by "let ring throughout ."Using a specific, predetermined 
fingering will help you to do this. Center the fingering for much of the riff the same 
way you would for an open A minor chord (with your first 3 fingers). This lets you 
hold your fingers down on the fretted notes for as long as possible. For the slide on 
beat 4 of measure 1, again use your middle (2nd) finger on the E note (4th string. 


























































2nd fret) like you would in an A minor chord. After the slide, add your pinky to the D 
note (3rd string, 7th fret), pick the next two indicated strings, and then place your 
ring (3rd) finger down on the 5th fret (like you would for the open A minor!) before 
shifting back to the open position to finish the first two measures of the lick. The 
best way to practice a riff like this is to work with it slowly and keep repeating it until 
you get it up to speed. 


Ex. 2 [Track 13] 
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Example 3 - 1st Verse, Bridge, and Chorus 

As in the main riff for “Wasted," the use of palm muting is essential in creat¬ 
ing the proper feel of the verse riff in Example 3 for “Another Hit And Run.” Notice, 
however, that in the chorus for the song, Def Leppard omit the use of this technique 
when playing a similar version of the riff. This subtle change in dynamics helps to 
create a louder, more open sound which contrasts with that heard in the verses. 
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Example 4 - Guitar Solo 

In the first half of the guitar solo (measures 3-8), Steve “Steamin’” Clark 
burns up the fretboard with a series of doublestop licks worthy of some in-depth 
study. (On the guitar, of course!) 

After the ascending whammy-bar lick in the 2nd and 3rd measures, Clark 
launches into some doublestop bends in the E minor pentatonic scale found at the 
12th fret position. Try to get an additional finger in to support the one bending the 
string as this will help you to control the pitch of the bend. 

In measures 4-6, Clark performs some Chuck Berry-style licks which utilize a 
first finger barre across the 12th fret of the top 2 strings. (This is only one of many 
variations that may be derived from the classic "Johnny-B-Goode” introduction!) 
Again, using your 2nd and 3rd fingers to execute the bend here will probably result 
in a smoother rhythm than bending the note (A, 3rd string, 14th fret) with just one 
finger. 

In the second half of the solo, measures 19-22, Clark performs some dou¬ 
blestops in a more melodic fashion, creating a "gritty" sounding finale to the solo. 
Although the doublestops themselves appear pretty straight forward in the transcrip¬ 
tion, listen closely to the recording when practicing them in order to learn the correct 
rhythms. 
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LET IT GO 

(High ‘n’ Dry) 

Words and Music by Steve Clark, Joe Elliott and Pete Willis 


Example 1 - Intro, Verse and Chorus 

Performing the main riff for “Let It Go" involves bending both notes of a dou¬ 
blestop up approximately one half-step. If this technique is new to you, you may try 
this by using either the flat part of your 3rd finger or both your 2nd and 3rd fingers. 
When performing this example up to speed, it is not necessary to bend both notes 
exactly up a 1/2 step. In fact, the slightly harsh sounding interval this technique can 
produce is exactly the “dirty” sound Clark and Willis sought to achieve. 

Use picking dynamics to help create a build-up of tension from the beginning 
of the 1 st verse to the chorus. To do this, simply play the chords in the first half of 
the verse with a lighter pick attack and gradually get heavier as you near the end of 
the verse. You may also want to try rolling back the guitar’s volume knob until the 
end of measure 29. At the end of measure 29, a forte (f) marking indicates an 
increase in volume. 


Ex. 1 [Track 16] 
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Example 2 - Interlude 


The key to capturing the emotion heard in the lead guitar playing in the inter¬ 
lude for "Let It Go” is in controlling the pitch of your bends. As mentioned before, 
you can better control the rate and accuracy of your bend if you use another finger 
or two to help provide additional "muscle" on the string. If you still have trouble hit¬ 
ting the correct pitch, fret the appropriate “target note” before you attempt the bend. 
This will help keep the pitch you're striving for fresh in your head. For example, 
before you try the whole-step bend from the D note (15th fret, 2nd string) up to E in 
the 1st measure, first fret the actual E note on the 17th fret. This “target note" is the 
destination pitch of your bend. 
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Example 3 - Guitar Solo 


The best way to tackle a transcription to a solo such as the one in “Let It Go" 
is to take small “bites” at a time! You’ll soon find that working with small sections and 
phrases helps you to more easily learn the solo as a whole. This first such phrase 
you might work on runs from the beginning of the solo to the end of measure 5. (At 
measure 5 Clark seemingly “takes a breath” in his playing while he shifts down to 
the 5th position — the start of your next phrase!) After you've got the first 5 mea¬ 
sures of the solo down, go on to the next 4 (or however long the phrase may be) 
and so on. Before you know it you’ll not only have conquered this monstrous guitar 
solo, but will have picked up some valuable playing information as well. 


Ex. 3 [Track 18] 
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BRINGIN’ ON THE HEARTBREAK 

(High ‘n’ Dry) 

Words and Music by Steve Clark, Joe Elliott and Pete Willis 


Example 1 - Introduction 

Performing the guitar parts in Example 1 smoothly will require the use of 
some unorthodox fingering positions. 

In the first two measures, both guitars can best play their individual parts by 
staying in the 9th position. (This means to keep your 1st finger at the 9th fret.) 

Doing so means that guitar 1 will start its first note in the pick-up measure (E, 9th 
fret, 3rd string) with the first finger. On that same beat, guitar 2 starts its note (C, 
10th fret, 4th string) with the 2nd finger. 

At measure 3, guitars 1 and 2 move down to the 7th and 8th frets to play 
some licks in the more common A minor pentatonic blues scale. While guitar 2 per¬ 
forms its part at the 5th position, guitar 1 plays the bend on the 8th fret with the ring 
finger. Playing “out of position" like this is necessary in order to properly execute 
this lick, as the pinky needs to be ready to fret the C note (8th fret, 1st string) imme¬ 
diately following the bend. 

Although the notes in measure 4 may be easily played without adhering to 
any specific positions, guitar 1 should make sure to use the 1st finger on the D note 
in the 3rd beat (3rd fret, 2nd string) in order to set up the pull-off lick on beat 4. 


Ex. 1 (Track 19] 
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Example 2 - 1 st Verse 

As with the introduction to “Another Hit And Run,” (see pages 27-28, Example 
2) the verse riff to “Bringin’ On The Heartbreak" requires that you let all the notes ring 
as long as possible. Again the key here is to use fingerings which let you keep your 
fingers on the frets until they absolutely must move. In measure 1, begin with the 
same fingering that you would use on an open A minor chord and add your pinky for 
the B note on the last beat (4th fret, 3rd string). 
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Example 3 - Bridge and Chorus 


If reading guitar tablature is fairly new to you, the notes in the first three 
measures to the bridge of “Bringin’ On The Heartbreak" may look more difficult than 
they actually are. However, a closer look at these riffs reveal that they may be 
maneuvered through the use of simple barre-chord fingerings! For example, on the 
slide back and forth from the 5th to the 7th frets in the first measure, simply use the 
3rd finger from a C5 power chord. Using your 3rd finger will leave your index finger 
ready to fret the following note on the 3rd beat (G, 3rd fret, 6th string), which is the 
beginning of an arpeggiated G5 chord. 

Even though only one or two notes may occur at a time, keeping the appro¬ 
priate chord in mind will help you to come up with the easiest fingerings possible. 
The more you work with song transcriptions, the more easily you will start to recog¬ 
nize chord fingerings in tablature. 

In order to re-create the throbbing, rhythmic pulsations of the guitar in the 
chorus to "Bringin’ On The Heartbreak," constant down strokes are required. This is 
because down strokes generally sound more uniform than alternate picking. An 
exception to this occurs on the 4th beat of measures 2 and 4 of the chorus. Here, 
you can more smoothly execute the 16th-note rhythm between these two notes by 
picking down on the first G note (5th fret, 4th string) and picking up on the following 
lower octave G (3rd fret, 6th string). 


Ex. 3 (Track 21] 
[Cj Bridge 


HH C 5 

;jr n 

c 

M ^ M 

J5 

D5 B5 C5 

fi ==+=»^F^>-~ ] J 4 

||| gag 


- 4 -4- 

» 9 

4 -- 3 . ; J |- i 


let ring -- let ring -1 


















G5 C5 G5 C5 G5 C5 



43 



























Example 4 - Interlude 

This brief solo interlude offers the opportunity for you to explore playing 
these licks with various fingerings. Doing so may help you to explore some new 
areas of the fretboard. 

Once you've learned and memorized these licks, use them as an exercise 
with which to practice expressing emotion through the guitar. You can do this by 
simply focusing on one technique, such as vibrato, and concentrating on making the 
notes that call for vibrato really say something. (Obviously, the emotions associated 
with the song “Bringin' On The Heartbreak" are not going to be overly joyous, so 
don't get too depressed when practicing this example for an extended length of 
time!) 
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Example 5 - Guitar Solo 

While the first 4 measures of the solo in “Bringin’ On The Heartbreak” feature 
licks from the A minor pentatonic “box" scale at the 5th fret, Clark moves to a differ¬ 
ent scale shape (see Ex. 6) at the 12th fret to come up with some very tasteful 
melodic licks. While not used as commonly as the 5th fret A minor pentatonic 
shape, this scale shape does present some new melodic opportunities, such as 
those heard in measure 5. Study this new scale area and its relationship to the first 
one discussed in order to help you utilize it in solos in other keys. 
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FOOLIN’ 

(Pyromania) 

Words and Music by Steve Clark, Joe Elliott, and Robert John “Mutt" Lange 


Example - Introduction and 1st Verse 

If you have trouble getting all the notes to sound for their full durations and 
there is a lot of string muting happening, pay attention to your left-hand fingers. You 
may need to change the angle of the hand so that the fingers come down more 
directly on to the fretboard. Angling or relaxing the position of the left hand too much 
may cause one or more of the fingers to come in contact with a vibrating string. 

The suggested picking pattern in Example 1 reduces unnecessary right-hand 
movement and is more “economical" to use than alternately picking each successive 
note. The suggested downstroke on the F5 diad in measures 2 and 4 does, howev¬ 
er, require more motion than an upstroke would, but picking down on these notes will 
help them to sound more uniform and true to the recording. 


Ex. 1 [Track 24] 
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Example 2 - Bridge and Chorus 

When performing the bridge to “Foolin'," be sure to palm-mute only on the 
specified chords and let the others sound for their full time value. The powerful 
punch this riff provides is a result of those power chords jumping out at the listener. 

If you have trouble staying in time when making the jump from the low A5 to the 
higher position G5 chord in measure 4, try moving your left hand up the neck into 
position while the right hand continues playing the eighth notes on the open A string. 
This should help give you that extra second you’ll need to make a smooth transition 
between chords. 


C*. 2 [Tiack 25] 
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Example 3 - Guitar Solo 

In measures 12, 15, and 16 of Steve Clark’s solo for “Foolin’,” we come 
across a more difficult bending technique known as the pre-bend and release. (In 
the tablature, this is notated with an arrow that rises straight up from a note.) 

Pre-bends are different from other bends in that they require you to bend the 
note the desired distance before it is picked. Judging the correct distance for the 
bend without actually hearing the note is simply a matter of practice, practice, and 
more practice! You must rely solely on your finger's experience to silently bend the 
note the appropriate distance. Perhaps the most obvious example of this technique 
occurs at the beginning of measure 15, where there is an eighth-note rest before the 
pre-bend. 


Ex. 3 [Track 26] 
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PHOTOGRAPH 

(Pyromartia) 

Words and Music by Steve Clark, Joe Elliott, Robert John “Mutt” Lange, 
Rick Savage and Pete Willis 


Examples 1 and 2 - Introduction 

This classic introduction to the smash hit “Photograph" is actually composed 
of two different guitar parts which mesh together in measures 2 and 4 to form a 
unique chordal sound that would be impossible to play on one guitar! On the record¬ 
ing accompanying this book, you can pan your stereo’s balance from side to side to 
better hear each of these parts. 

In a live 2-guitar playing situation, however, the second guitarist may not be 
able to perform the second part of this figure as there are other rhythm guitar parts 
which enter the song a little later. Therefore, the first guitarist must either play his 
part alone, or come up with a slightly different version of the riff which emulates both 
guitar parts. Such a variation is presented in Example 2. While this version may be 
a little more difficult to perform, it does contain most of the notes from the Dadd9 
chord from the original two guitar version. 


Ex. 1 [Track 27] 

Tune guitars down 1/2 step 


From low to high: (f) = EV ©=A> @ = I» 
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Example 3 - Verse and Bridge 


The transcription of the verse section to "Photograph” depicts yet another 
way to perform the main riff on one guitar! Here, guitar 1 simply alternates between 
the 1st and 2nd guitar parts every two measures. 

At the end of measure 8, the 3rd guitar’s part (or 2nd guitarist live) enters 
with an E5 power chord to pick up the pace of the song. It is here that the 2nd gui¬ 
tarist must make the jump from playing the intro riff and the 1st guitarist is left to fend 
for himself. 

In order to make sure that the bridge section of “Photograph" sounds as 
rhythmically “tight” as possible, Clark and Willis use a combination of left and right- 
hand muting techniques to stop any unwanted string noises. This is most important 
in measures 17-18 and 21 -22, as all the guitars must stop together to create a tight 
sound. After the C5 and B6 chords in these measures, mute them immediately by 
both releasing the left hand's pressure on the fretboard and muting the strings with 
the right hand. 
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Ex. 3 [Track 28] 





























































Example 4 - Chorus 


Def Leppard create a unique sounding chorus section to "Photograph" by 
switching to clean guitar tones completely, giving the listener a rest from distorted 
power chords. Clark and Willis also contrast the choppy, palm-muted power chords 
heard earlier by playing more flowing, even rhythms in the guitar parts. 

Notice the dynamic markings f (forte, loud) and mf (mezzo-forte, moderately 
loud) in the transcription. The top guitar part is the lead melody and the lower back¬ 
ing guitar part should be slightly lower in volume in order to let the lead stand out. 


Ex. 4 [Track 29] 
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Example 5 - Guitar Solo 

The solo in “Photograph" is probably the landmark for solos on Def 
Leppard's albums in which the lead players started to call more upon melodic sub¬ 
stance and slower phrasing than speed and flash. As a result, solos such as the 
one in “Photograph” not only better embellish the song as a whole, but also capture 
the ear of non-musicians (the larger part of the Lepp’s audience), many of whom 
hear a fast solo as merely a quick burst of notes. 

In his solo shown in Example 5, however, Collen does occasionally utilize 
speedy licks as a way of highlighting or adding some surprise to the melodies. One 
such lick occurs in measure 11, where Collen produces his own variation on that 
Chuck Berry style riff we keep coming across (see “Another Hit And Run"). In play¬ 
ing this lick up to speed, it will be helpful to keep your first finger barred across the 
9th fret. This will help you perform the pull-off on the B string more quickly than if 
you had to shift hand positions. Just make sure that you don’t let the first two notes 
of the lick ring together, as this will take away from the full effect of the lick. To avoid 
doing this, merely angle or roll your first finger slightly on to the B string after you 
pick the first note of the lick. This will quiet the 1st string’s note while you perform 
the pull-off. 

At the end of measure 15, Collen again demonstrates tasteful use of speed 
by playing a fast scale-like lick to bring the solo to a powerful climax. 
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ROCK OF AGES 

(Pyromania) 

Words and Music by Steve Clark, Joe Elliott and Robert John “Mutt” Lange 


Example 1 - Introduction 

In the transcription of the main riff for “Rock Of Ages," the small dots 
beneath the chords in the 1st and 3rd measures indicate the use of staccato (short) 
rhythms. Although you could reproduce the short, choppy rhythmic sound of this riff 
using left-hand muting alone (see “Wasted" intro notes), Pete Willis achieves a 
"punchier” effect by using hybrid picking in conjunction with left-hand muting. 

Hybrid picking involves using both the pick (held between the thumb and the 
index finger) and the middle and ring fingers of your picking hand to pick a chord or 
riff. It enables you to take advantage of both flatpicking and fingerpicking tech¬ 
niques either simultaneously or individually without setting the pick down (or drop¬ 
ping it down the cracks of some old barroom floor). So in the first measure for 
Example 1, you'll be attacking the lowest note of the E5 chord with your pick and the 
remaining notes on the 2nd and 3rd strings will be plucked at the same time with 
your middle and ring fingers. Hybrid picking is especially beneficial in this riff, 
because at measure 4 of Example 1, you’ll need your pick to perform the short lick 
at the end of the phrase. 
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Example 2 - Bridge and Chorus 

When playing the chorus riff to "Rock Of Ages," keeping your left-hand in 
position at the 2nd fret should prove the most comfortable way of playing this figure. 
By staying in position throughout the chorus, you should find that your pinky always 
frets the G note (5th fret, 4th string), the ring finger frets the F s (4th fret), and the 
index finger frets the E (2nd fret). Performing the chorus in this manner will also 
help you to develop better coordination between the ring and pinky fingers. 
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Example 3 - Guitar Solo 

In his solo for “Rock Of Ages," Steve Clark produces some dramatic sound¬ 
ing licks through the extensive use of his guitar’s vibrato bar. This is most obvious 
in measure 7, where he depresses the bar while playing a trill on the open G string 
creating a very menacing sounding lick. To perform this acrobatic lick, simply pick 
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the open G string and begin rapidly hammering-on and pulling-off at the 13th fret. 
Immediately after picking the open string, though, reach for the bar and begin your 
dive bomb! 

In measure 8, Clark uses the bar to give the open harmonics played at the 
5th fret some rhythmic motion by quickly dipping the bar before each beat. Listen 
closely to the recording when learning this part of the solo, as performing such exact 
rhythms with the vibrato-bar will require precise timing. 

Finally, in measure 12, Clark finishes his solo with a dive bomb on the last 
beat, effectively adding the exclamation point to the end of a climactic series of licks. 









































































































HYSTERIA 

(title track to the album Hysteria) 

Words and Music by Steve Clark, Phil Collen, Joe Elliott, 
Robert John “Mutt” Lange and Rick Savage 


Example 1 - 1st Verse 

One of the ways the guitarists for Def Leppard achieve the feel for the verse 
riff in “Hysteria" is through careful left and right hand articulation. 

Clark and Collen give the beginning of each measure a precise, “punchy” 
feel by lightly palm-muting the first three notes of the riff (indicated by “light P.M.—” 
in the transcription). The right hand must clear the strings immediately after picking 
the third note (D at 5th fret, 5th string), as an accidental muting of the following G 
note (open G string) would ruin the sound of the riff! 

The bright, shimmering quality of the guitar tracks is due to the guitarists let¬ 
ting the notes of each chord ring together (as indicated in the transcription by "let 
ring—"). When playing the riff in Example 1, be sure to avoid cutting any notes short 
by letting up on finger pressure. You want to keep the left hand pressure on the 
frets until the end of each measure. 


Ex. 1 [Track 34] 
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Example 2 - Bridge and Chorus 

On the recording accompanying this book, the bridge and chorus sections 
are joined together to help prepare you for performance in a live situation. 

You’ll notice that when you reach the chorus section, three new guitar parts 
take over (all of which will require distortion). Although guitar 4's part is showcased 
as the predominant guitar part in the right channel, guitar 2's part (notated by slash¬ 
es above the staff) is just as important in re-creating the sound of the chorus. 

The figure played by guitar 1 is more of a back-up melody used to enhance 
the arrangement of the chorus. It may be heard, although set back a bit in the mix, 
in the left channel with guitar 2. This would be the best part to omit in a live two-gui¬ 
tar band situation. 


Ex. 2 [Track 35] 
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Example 3 - Guitar Solo 

Again, to make the transcription of “Hysteria” more applicable to a live perfor¬ 
mance, the harmony guitar parts found in measures 10-13 of the solo are arranged 
for one guitar. This will allow a 2nd guitarist to continue playing the rhythm guitar 
part behind the soloist. 

The most important and crucial factor in playing these licks will be keeping 
the strings adjacent to the fretted notes quiet while you strum the octaves. To do 
this, you will have to experiment with angling the fretting fingers so that they come in 
















































contact with and mute the other strings. Using your index finger and pinky to fret the 
octaves will allow you to more easily reach over with the middle finger to mute the 
low open E string. 

When performing these octaves, you may find some initial difficulty in play¬ 
ing the legato slides in measures 10 and 11. You'll soon discover that you must 
maintain constant pressure on the strings during the slides, as well as keeping the 
left hand rigid so that your fingers maintain an even 4-fret distance when sliding up 
and down the neck. 


Ex. 3 [Track 36] 
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POUR SOME SUGAR ON ME 

(Hysteria) 

Words and Music by Steve Clark, Phil Collen, Joe Elliott, 

Robert John “Mutt" Lange and Rick Savage 


Example 1 - Introduction 

While the notes in Example 1 may not pose much of a problem, you may find 
it more difficult to figure out a picking pattern that not only feels comfortable, but 
captures the riff's attitude on the recording. 

The picking pattern I’ve suggested in the first measure is only one of many 
possible options. However you choose to pick this figure, though, try to incorporate 
downstrokes on the first and last two notes of each measure, as this will better simu¬ 
late the original feel of the riff. 



puking- nnvvnvnn n v n n 

/w\ /W\ /W\ /WV 



/w\ /w\ 



c 1967 bludgeon riffola ltd/zomsa music publishers ltd 
(A l R*gns controlled by BLUOGEON RIFFOLA LTD and ZOMBA ENTERPRISES INC tor the U S and Canada) 
i Mama tonal Copyngm Secured Al Rights Reserved 


73 




Example 2 - 2nd Verse, Bridge and Chorus 


Performing the crunchy, aggressive riff used in the song's 2nd and 4th verses 
will require precise coordination between your left and right hands. 

In order to play the palm-muted A# note on the 6th fret, you’ll have to reach 
across the strings with your middle finger. This will allow the left-hand to maintain 
finger pressure on the C$5 chord in order to more fluently execute the 16th-note 
rhythms on beat 2. After playing the muted note A*, you should lift the 2nd finger 
and perform the right-hand mute at the same time to avoid inadvertently muting the 
attack on the following C$5 chord. 
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Example 3 - Guitar Solo 

While the licks in the solo for “Pour Some Sugar On Me” are fairly "tame," 
Phil Collen does make certain notes stand out more with high-pitched, squealing 
pinch harmonics (indicated by “P.H.” in the transcription). 

A pinch harmonic is executed by simultaneously brushing the string with the 
tip of the thumb while picking a downstroke. In order to achieve this, the thumb 
must also touch the string at one of the harmonic node points (points along the 
string where harmonics occur). Different harmonics can be generated by pinching 
the string at different points. Moreover, the locations of the harmonic node points 
are different for each left-hand fret position, so you'll need to find them by exploring 
different areas of the string. 

One of the secrets to producing a pinch harmonic lies in the way you hold 
your pick. Whether you grip it between your thumb and index finger or thumb and 
middle finger, you'll need to "choke up" on the pick so that only a small portion of it 
extends beyond the tip of the thumb. This is because the tip of the thumb is largely 
responsible for the effect. 

The best way to practice this technique is to take any fretted note and just 
pinch up and down the string searching for node points. Pinch harmonics are most 
easily produced on the 2nd and 3rd strings and are enhanced considerably with the 
use of distortion. 
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Example 4 - Outro Chorus 

Example 4 shows some great thematic solo playing in the last chorus of Phil 
Collen's part. Especially worth mentioning are the licks in measures 7-9 and 11-12. 
Here, Collen ingeniously plays melodies which provide instrumental harmony to the 
vocal lines in the chorus, which helps keep the listener’s interest up until the tune 
ends with the thunderous rhythm kicks in measures 13-14. 

In a live playing situation, try to get these lead guitar melodies in synch with 
your vocalist, as this will help to make the conclusion of “Pour Some Sugar On Me" 
as dramatic as it is on the album. 
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LOVE BITES 

(Hysteria) 

Words and Music by Steve Clark, Phil Collen, Joe Elliott, 
Robert John “Mutt” Lange and Rick Savage 


Example 1 - Introduction and 1st Verse 

While the first three measures of the riff for “Love Bites" consist mainly of 
familiar barr6 chords, the unorthodox version of the F(add9) chord in measure 4 is 
sure to “pretzel” many a guitarist’s fingers! 

There are a couple of ways you can finger this hand-mutating chord. The 
first method of fingering involves using your thumb to fret the low F note (1st fret, 6th 
string). This will allow your index finger to fret the C note (1 st fret) on the 2nd string 
and your ring and pinky fingers to take care of the C and F notes on the 4th and 5th 
strings respectively. 

The second fingering method for this chord will require ultra-flexible fingers! 
With this method, you will play the chord with your index finger on the C note (1st 
fret, 2nd string), your middle finger on F (1st fret, 6th string), your ring finger on the 
lower C (3rd fret, 5th string) and your pinky on the higher F (3rd fret, 4th string). 

Even after you have mastered a fingering for this strange but beautiful chord, 
you may still find it challenging to get all of its notes to ring together! Try raising your 
left elbow to a 90-degree angle with your body, while bringing the guitar closer to 
your chest. This should increase your hand's leverage and allow your fingers to bet¬ 
ter apply the direct pressure to the fretboard needed to sustain the chord’s notes. 
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Example 2 - Bridge and Chorus 

In measures 2 and 4 of the bridge for “Love Bites,” guitar 1 plays a lead 
melody which will provide a challenging exercise in string-skipping. While it is possi¬ 
ble to play these wide intervallic distances with all downstrokes, alternately picking 
down and up (referred to as alternate picking) will ultimately feel more comfortable 
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and produce a more relaxed sounding piece of music. If this form of picking is new 
to you, just start out slowly at first, mostly concentrating on picking in the right direc¬ 
tion. Ideally, you'll want to get comfortable enough with the string-skipping so that 
you don’t have to even think about the pick, and can focus on the music! 

If you perform “Love Bites" with your own band, be sure to have your foot 
near your distortion pedal when you near the end of the chorus so that you can jump 
right on to the clean chords in measure 13! 

























































































































Example 3 - Guitar Solo 

In measures 4 and 6 of his solo in "Love Bites,” guitarist Steve Clark employs 
rakes to more dramatically approach certain target notes of his melodic ideas. 

Raking is a technique where you execute a quick pick stroke over two or more 
strings to approach a melodic note. This technique is often used to give a slightly 
more aggressive or “dirtier” feel to a riff. 

To execute a rake such as the one on the third beat in measure 4, first fret 
the notes that will be picked in the rake. Then, as you swiftly pick downwards, apply 
a right-hand palm-mute in order to keep the notes short while simultaneously releas¬ 
ing the left hand’s pressure on each note immediately after it's picked. This muting 
action lends to the uniquely percussive and sometimes gritty sounding quality that 
raking can produce. 
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NOTATION LEGEND 



Compound Bend and Release 
(every note picked) 


Slight Bend Unison Bend Vibrato Wide Rake Sweep Picking 

(microlonei Vibrato Strings 


Vibrato Bar 
Dive and Return 


- 1/2 - 1'2 
V V 


Sta., 



Vibrato Bar Scooping 

Vibrato Bar Dips 

Legato Slide Shift Slide Pull-Off 

Hammer On 

Legato Phrasing Ghost Note 

i first note picked only) 

A ... . 

A A A A 



« - 0 - 



Staccato Phrasing 


Choppy Phrasing 
(extreme staccato) 


Fret Hand Muting 
(percussive tone) 


Pick Hand Muling 


Tremolo Picking 


J)-J 


Trill 

(fast hammer-on 
pull off combination) 

+ 



Pick Scrapes 


Open 

Harmonic 


Pinch 
Harmonic 
(with pick) 


Harp Harmonic Tap Artificial Harmonic 


Tap-On Technique Bend and Tap-On Technique 
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The Audio Recording Presents Each Song In A Stereo Split With Full Band Backing 


HIGH 'N' DRY 

BRINGIN' ON THE HEARTBREAK 
ANOTHER HIT AND RUN 
LET IT GO 


HYSTERIA 

HYSTERIA 
LOVE BITES 

POUR SOME SUGAR ON ME 


ON THROUGH THE NIGHT 

ROCK BRIGADE 
ROCKS OFF 
WASTED 


PYROMANIA 

FOOLIN' 
PHOTOGRAPH 
ROCK OF AGES 








